The market for Anglophone poetry in colonial India included both British and Indian consumers, and Byron"s readers were to be found in both communities, as were writers who adopted him as a model. Among works by Indian writers, a notable example is an early poem by H. L. V. Derozio: "Don Juanics" appeared in the India Gazette in 1825-26, its Juan a traveller to Calcutta who can self-referentially "quote / Lord Byron, Moore, and other bards of note" (Derozio 48). The English-language poetry of Kasiprasad Ghosh and Michael Madhusudan Dutt bears the imprint of the authors" reading of Byron, and his work was translated and otherwise appropriated by writers using several of the other languages of India.
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various shorter pieces by Byron, and some reviews of his work, were reprinted in the paper during 1819. 6 In the final days of that year, there also appeared an advertisement for the forthcoming publication of another Byron work: "The kindness of a Friend, who has supplied us with one of the few copies of Don Juan that have come out by the Rochester, will enable us to gratify our Readers at remote Stations, by an early republication of the whole of this celebrated Poem" ("Lord Byron"s Don Juan" CJ 30 Dec 1819). The first two cantos take up the whole of the paper for two issues and part of a third, although some of the stanzas are omitted on the grounds of "profanity and obscenity"; the next day saw the publication of the paper"s review of the whole (CJ 3, 4, 5, 6 Jan 1820) . Further extracts from Don Juan appeared over the following years, as well as other works by Byron and articles of biography and criticism referring to him and his work, both original essays and those copied from metropolitan papers. 7 Originating locally rather than reprinted from imported sources, some of these contributions suggest a high degree of engagement with the themes and forms of Byron"s work on the part of their writers. Both Childe Harold's Pilgrimage and Don Juan form the topic of on-going critical debates, while another correspondence concerns Byron"s having "copied, (while he has Byronized,) the language" of Harriet Lee"s Kruitzer: The German's Tale in his poem Werner. 8 Poetic responses to Byron and his work, both celebratory and condemnatory, appear alongside these critical essays. In the anonymous "Stanzas: Written after reading the Fourth Canto of Childe Harold," Byron is placed among the "intellectual masters of mankind" and his work credited with the power to restore a "declining Venice" to a stature " [a] bove the reach of envy or of time" (CJ 8 Dec 1819). Some of those who celebrated Byon and his work at this time would go on to become well-known in their own right in British India. The writer and editor D. L. Richardson, for instance, writes of Byron"s "Minstrel"s magic art / that calms the fever of the heart" in the poem "To Lord Byron" (CJ 20 May 1822); and Bernard Wycliffe (an alias for the poet and essayist Henry Meredith Parker)
praises "mighty Byron"s harp of fire" in "The Prayer" (CJ 14 Feb 1822) . Taking a contrary view, other texts identify Byron as a diabolic figure, " [i] nspir"d by Satan," his "Demon"s art"
and "Seraph"s tongue" models to be avoided by aspiring poets ("On Lord Byron" CJ 10 Sept 1822). 9 In these instances, the Calcutta Journal demonstrates not only the presence of Byron"s work in British India, but also the degree to which it figured as a topic for discussion among its readers.
Following the demise of the Calcutta Journal, Byron"s poetry continued to be reprinted and the details of his scandalous life discussed across a range of other publications, 4 both in Calcutta and, as time went on, across British India. These publications included the Calcutta Magazine (which published several biographical reviews) and the Calcutta Literary Gazette. 10 In the Oriental Observer, which took much of its material from British publications, Byron"s own works appear alongside poems by others written to or about him: Byron" (14 Aug 1831). 11 Such poetic responses also occur outside of the columns of the periodical press, and outside of the Bengal presidency (from which most of the preceding examples are taken). Shrikant R. Tambe describes poems based on Byronic models, and discussions of his writings, in the Bombay papers of the 1840s (162). In Madras, a writer signing himself "Delta" devotes a passage of verse to the account of a visit to the castle of Chillon and takes issue with Byron"s description of its "dark and dim" dungeon, remarking in a footnote that the room in question "was sufficiently light to enable me to read without difficulty the small print of a pocket edition of "un guide en suisse," which I had in my hand." 12 In the decade following Byron"s death, he is remembered by readers such as James
Hutchinson, whose "Lament for Lord Byron" runs to 50 lines (Sunyassee 189-92). Four decades later, the enduring nature of his memory is apparent when his work is satirized by others such as Aliph Cheem (Walter Yeldham), who contrasts the intellectual pleasures of poetry, embodied in "Lord Byron" who "of sweets most enchantingly sings," with the material joys of the bath: "nothing in Ind half so sweet as a plunge / In a jolly big tub, with a jolly big sponge!" (72). The bathos of the image is in keeping with the anti-intellectual nature of Yeldham"s comic verse more generally, but it also suggests the extent to which Byron"s status as celebrity poet has come to overshadow his work (the fact that his poetry is for the most part far removed from the "sweet" is not permitted to interfere with the appropriation of his image). When the editor of the Bombay Gazette reaches for a disparaging term to describe the unfortunate Indian writer Manuckjee Cursetjee, turned down for membership of the Literary Society of Bombay, he refers to him as "the discomfited Byron of the East" (Asiatic Journal Apr 1834 255). In such episodes, the name and persona of Byron are mapped directly on to the abstract notion and figure of the poet, indicating both the weight carried by his reputation in British India and the relationship of inequality and derivation implied between the literature of the colony and that of the imperial centre. 5 The extent of Byron"s influence on the writers of British India is further evidenced by their engagement with their Byronic models. In the first half of the nineteenth century, we can see an ongoing use of Byronic metre, concerns, and voice, sometimes in direct imitation or parody, but also in indirect and allusive appropriation. 13 These texts highlight the specific concerns of British India and its literary community's status as peripheral to and dependant on the metropole, but they also highlight the ability of its writers to use Byronic models to delineate their own relationship to literary and political structures of power. The remainder of this essay examines a selection of these adaptations, looking at three areas in particular:
epigraphs and quotations from Byron"s work; satires based on his poetry, particularly Don Juan; and transformations of the Byronic hero in the colonial context.
Epigraphs and Quotations from Byron's Work
Given Byron"s fame during this period, it is perhaps not surprising that epigraphs and quotations taken from his work often appear to function as borrowed light. These epigraphs and quotations illuminate the intertext in the manner indicated by Genette"s suggestion that the epigraph may sometimes be important not for "what it says but who its author is"
(Paratexts 159). There are many instances of this phenomenon in the texts here discussed.
Two poems published under the name "GMP," both opaquely entitled "Lines," are presented with no subtitle or other indication of subject matter other than their epigraphs (OO 7 Sept, 5
Oct 1828). Byron"s familiar name becomes in this case the first signal to the reader of the theme and content of the poems. In a similar maneuver, an epigraph from Byron"s Giaour strikes the keynote for a poem titled "Revenge: A Fragment" (Calcutta Magazine [1831] iii.123-33) . In other cases, Byron is explicitly cited as the main inspiration for a derivative work, as in "Hours of Imitation, No 1 -Lord Byron -A Fragment" (Calcutta Literary Gazette ix. 238); or a paratextual addition to the text is used to signal the poet"s knowledge of his work, such as that offered by the author of "Flowers," who footnotes his reference to a "mystic chain" with the relevant line from Childe Harold: "The electric chain wherewith we are darkly bound" (Bengal Annual [1831] 319-20) . Like "Revenge" and "Hours of Imitation", "Flowers" might be considered a second-order meditation on Byronic themes, approaching its subject matter through the lens of its source texts.
This kind of citation is not simply a matter of appropriating Byron"s name as cultural capital, however; further investigation of these cases suggests a more complex engagement by the poet with the source text. The two sets of "Lines" cited above provide an example, as both adopt differing approaches to their source material. In one case, the epigraph, from 6 Byron"s "Song of Saul before his Last Battle," sets the tone for the work as a whole, as the poet expands on Saul"s martial fervor:
Lead us on, Almighty Victor! Scatter every hostile band.
Be our guide, be our Protector, Till on Canaan"s shores we stand! (OO 5 Oct 1828)
In the other case, the poem is constructed in implicit opposition to its epigraph, from "On this Day I Complete my Thirty-Sixth Year." While the source text implies its speaker"s withdrawal from the world -"I tread reviving passions down . . . In different should the smile or frown of beauty be" -the intertext responds to the lines and to the Byronic anticipation of a "soldier"s grave" with a reply which affirms hope rather than resignation. "Awake -why fear the darkest hour -" is the opening line, and the poem ends on a rhetorical declamation of faith in a saviour God.
Though "gainst thee Earth and Hell combine
Still on thy side is Power divine;
The Lord is all, and he is thine, And will be thine for ever." (OO 7 Sept 1828)
Texts such as these demonstrate the ability of the writers concerned to make strategic use of their Byronic models, engaging in creative dialogue with their source texts while also seeking to associate their work with the themes and images given poetic weight by Byron"s fame. As these examples show, however, these appropriations of Byron are not obviously inflected or shaped by the specifically Indian experience of their writers. Further analysis of this body of texts focuses on responses to Byron that also constitute a response to some aspect of India in the British imagination.
Byronic Satire
Most of the adaptations of Byron discussed in this essay have not previously become the focus of scholarly investigation to any great extent, but both David Kopf and, following Other versions of Byron"s work continue to be used as the basis for satire during this period. "Know ye the Land," identified by its epigraph with Byron"s "Bride of Abydos,"
takes its meter and subject matter from the latter work while relocating it from the Turkish land of the "cypress and myrtle" to Ireland, land of the "turf and the whiskey," where the "Zephyr, oppressed with perfume" (Byron 209) becomes the "Potheen (best drink that is known)" (OO 24 Jul 1831). They often invoke Byron"s best-known works, from the instantly recognizable anapaestic tetrameter of Byron"s "Destruction of Sennacherib," which provides inspiration for a hunting song where the charging Assyrian of the original becomes a hunter of boar; to a comic version of "Ye Sadde Tale of Sir Childe Harry," whose protagonist avoids the excesses of his namesake by careful attention to his mother"s advice. 15 One of the consistent features of these texts is the fact that it is not the Byronic form per se which is parodied or satirized. Rather, the comic effect is achieved by a contrast between the register and subject matter of the source text -or "hypertext," in Genette"s terminology (Palimpsests O"er the glad waters of the dark blue sea, Our thoughts as boundless, and our souls as free, Far as the breeze can bear, the billows foam, Survey our empire, and behold our home! These are our realms, no limits to their swayOur flag the sceptre all who meet obey.
Ours the wild life in tumult still to range 13 From toil to rest, and joy in every change.
. . .
Oh, who can tell, save he whose heart hath tried, And danced in triumph o"er the waters wide,
The exulting sense -the pulse"s maddening play,
That thrills the wanderer of that trackless way? (Byron 250-251)
The text invites the reader to identify in imagination with the pirates, sharing in the excitement and the freedom of their "wild life." Despite the fleeting reference to their "plunder"d wealth" (271), the pirates, and Conrad their leader, are firmly established as at least partially sympathetic figures before any attempt is made to represent their violent and predatory behavior. Even then, the account of "groaning victims and wild cries for life," with Conrad himself a "glutted tiger mangling in his lair!" (274), is set against their impulse to "spare the weaker prey" (275) and save the women from the flames.
In Medwin"s "The Pindarees," by contrast, Byron"s image of the tiger strikes the keynote of the account, unleavened by any show of chivalric or generous behavior on the part of the bandits. Rather, they are defined from the start through an emphasis on their selfcentered urge to consume and their inhumanity:
[They]…count their feats of outrage on the way, Like tigers dreaming o"er their mangled prey;
These from their girdled waist drew forth a prize
Of lettered gold to feast their comrades" eyes;
Anklets, and armlets, those of women shewed;
And some of infants, not unstained with blood. (49) The note to these lines adds the further detail that children"s limbs were removed, the easier to take their jewelry (84). Rather than be inspired to join these bandits, the reader"s natural Several aspects of "The Decoit" are characteristic of this group of texts more generally. First, the structure of the work emphasizes the power of the bandit, but also emphasizes how that power is contained. He speaks at some length, his voice the only one so directly heard in the latter part of the text, and this verbal command of the scene contrasts with the passivity of the voiceless British commander. At the same time, however, the speaker is contained within a frame narrative; this distances him from the reader, and the narrative voice both places and defines him in the last lines, naming him a murderer and insisting on his guilt. At other times in the poem the reader is similarly discouraged from empathizing too closely with Omeer, who is described as a fratricide and a killer of his friend (86-87). Despite his absence from the dialogue of the scene, the British sahib is in some ways 16 a more powerful figure than Byron"s Abbot: he acts as Omeer"s "confessor," listening to his story, but he wields temporal as well as spiritual authority; he stands as the representative of the political and legal order of the British state in India that is stronger for Omeer"s downfall.
The overall effect is to represent the bandit as a dramatic, psychologically compelling figure, in many ways an intriguing protagonist, but one always contained by the authority of the colonial state. 20 Similar characteristics are visible in Samuel Sloper"s narrative poem "The Dacoit," which opens on a bandit"s wife pining for her absent husband and goes on to describe his criminal life, his eventual defeat and death at the hands of British forces, and her consequent suicide. While the poem celebrates its bandit protagonist"s courage and generosity, it falls short of representing him as a heroic or exemplary individual. The framing of the narrative, starting and finishing as it does on the account of the bandit"s wife expressing her anguish at his absence and loss, focuses the reader"s attention on the human and emotional cost of the bandit"s self-centered actions. True heroism in the story is reserved for those who oppose him, the disciplined and gallant British officers and Indian troops who are together referred to as the "soldiers bearing England"s name" (Sloper 12 ).
Other such poems acknowledge the charismatic energy of the bandit figures and the freedom of their lives, but they also focus, like Medwin"s work discussed above, on the impact of the bandits on their victims. James Hutchinson"s "The Pindarree" adopts as its model Byron"s "The Destruction of Sennacherib" and echoes its original in content as well as in form: the movement from the vigor of the opening lines to a final image of desolation is apparent in both works. In Hutchinson"s poem, the agents of destruction are again Pindaris or raiders. The protagonist"s dashing, picturesque strength is emphasized, as is the access to power represented by his "long spear," and his prancing charger. Their freedom is apparent in the details of their clothing -"Loose streams to the wind his white-flowing garb" -and their way of life, again reminiscent of Byron"s corsairs: "Their beds are the ground, and their curtains the sky." By the end, however, the tone has changed, as the poem closes on the image of the ruined village they leave behind, its inhabitants gone:
All roofless and black is their desolate home And their daughters dishonor"d are weeping in vain,
Nor will glory in youth or in beauty again. (Bengal Annual [1834] 198-199) For exile readers, that image of the "desolate home," "roofless and black," might be especially potent, making it unlikely that the poem could be read against the grain as a celebration of banditry without a determined and rather perverse effort.
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The notable feature, then, of this set of textual transformations of the Byronic hero appears to be the absence of any Byronic sympathy or identification with colonized figures -
any trace of what Murray Pittock calls "fratriotism," or "the adoption of colonized nations and cultures as a means of expressing reservations concerning the nature and development of empire, of seeing oneself in the other" (29). Rather, these colonial incarnations of the Byronic hero tend to re-inscribe the boundaries between the colonizing self and the colonial other, closing off avenues of identification between reader and colonial subject and resolving the ambiguous criminal / hero of Byron"s works to become the criminal object of justice.
Although this is by far the most prevalent aspect of this body of work, it is not exclusively present. In a few cases, the "noble outlaw" of Byron"s work appears in something like its original form, and in each case, the context for this seems to be a writer who does not fully identify with the colonial project of the British state in India. This essay concludes with an examination of two such writers: Mary Jourdan and W. F. Thompson.
Anti-colonial Nationalism and the Byronic Hero
Mary Jourdan, who published her first poems under the name "Mrs Major Jourdan,"
was affiliated with the British army in India through her father, an army officer, as well as through her marriage; but she is also clearly less directly connected with the machinery of administration than Henderson, Sloper or Hutchinson, all military or civil employees of the East India Company. As Mary Procida argues, British women in India occupy an ambivalent relationship to the colonial state, sustaining it and dependent upon it through their connections of marriage or kinship with its employees, but also alienated from it by their gender. 21 It is this ambivalence which underlies Jourdan"s poetry. A reader of Byron, who used a quotation from Childe Harold's Pilgrimage as epigraph to her long poem "The Ocean"s Own" (Althorp Picture Gallery 79-121), she also appropriated his metrical forms and a version of the Byronic hero for "The Pindarry to his Steed."
The model for this poem is Byron"s "Mazeppa" (1819), 22 specifically the protagonist"s embedded narrative of his wild ride on horseback across the countryside.
Mazeppa is, in fact, a helpless prisoner during his journey, having been stripped naked and bound to his horse as punishment for the illicit relationship he has entered into. By the second stanza of the ride, however, the account carries a paradoxical emphasis on freedom: The poem describes a solipsistic, desiring performance of masculinity and power that is not directed against any other person. There are no pathetic victims in the margins, and the nearest thing to any kind of impact the bandit has on the world is when the wild animals of the forest are frightened and move out of his path. So although the title names him a "Pindarry" -a clear signal to the contemporary reader that this is an outlaw -there is no formal or thematic barrier to the reader"s identification with the bandit figure. The protagonist is represented as in harmony with "Nature"s wild elements," his analogue is the "monarch bird," "poised on fresh"ning air"; he exists as a figure of power and desire wholly outside of the colonial context -and is therefore entirely a figure of wish-fulfillment.
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In the main body of this poetry, the psychodrama of the bandit"s life ends with the protagonist being displaced as well as defeated: while at the beginning he is often an attractive or charismatic figure, in death or imprisonment he is re-contextualized as a criminal threat to the state, whose dis-arming is a possibly regrettable but necessary part of the colonial process and the march of history. In Jourdan"s poem, the bandit figure is removed In another poem, "The Rajpoot"s Lament" (1835), Thompson takes this identification with the colonized a step further, assuming the voice of an Indian from the Rajput states, a location associated by the British with martial and chivalric people. 27 The Rajput speaker laments the oppression of his land and people by invaders:
The Cheytrie"s pride, the Brahmun"s god, As with the "Hindoo Bandit," the identity of these oppressors is not specified in so many words (the British, but also the Mughal invaders before them, might be described in this way). However, the reference to them as "slaves of slaves, whose god is gold" (382) 
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NOTES
1. , and Chaudhuri (Gentlemen Poets). The influence of Byron"s work on poets and playwrights writing in Bengali and Hindi remains a topic largely unexplored, but a valuable essay by Poddar goes some way towards indicating the scope and range of these writers" uses of Byronic models; see also Trivedi (100-02).
2. See St Clair (227). C.R. Johnson notes the tendency for Byron to become "a subject for many authors" as well as influencing their work (preface, n.pag.). Samuel Chew describes some contemporary literary responses to Don Juan (27) (28) (29) (30) (31) (32) (33) (34) (35) (36) (37) (38) (39) (40) (41) (42) (43) ; see also Andrew Elfenbein"s account of the "creation of Byronism" (47-89).
3. . H.H. Spry, a writer of prose rather than poetry, but otherwise representative of the military and civilian professional classes who produced most of the works discussed in this essay, writes in 1833 of having "a decent supply of books of my own"
and also had access through the Book Club in Saugor, where he was stationed, to "all the periodical publications of the day as well as all the new works as they are published" (SpryLeverton 338).
